viii Introduction significant role in the development of Hausa literature -poetry writing in the early 1970s in Kano, for example, was an activity fostered by two poetry circles, the Hikima Club (Furniss 1994) and Hausa Fasaha. The former was a functioning association where members met each week to read and discuss their poems; the leader, Mudi Spikin, exercised control over who was given access to the regular weekly radio slot that the Club had obtained on Kano radio, and he also led the debate over appropriate topics for public poetry and appropriate positions to take on a variety of moral and social issues. Fissiparous tendencies arose as a result of contention over the degree of control he exercised and through quarrels about relative status within the Club. The rival association at that time, Hausa Fasaha, under the leadership of Akilu Aliyu, hardly ever met, had a membership spread across northern Nigeria, and was essentially a mechanism for establishing relative status among poets who rarely if ever met under the auspices of the association. Poetry writing and performance was, and still is, a mechanism for public debate about many topical social and political issues -all within a strongly moralistic framework of debate. Forming clubs and associations for the purpose of status ascription rather than to pursue a particular activity is not uncommon. Reading and discussion circles (see the role of the Bauchi Discussion Circle in the early history of northern politics where Aminu Kano and Sa'adu Zungur debated the practice of colonial administration (Yakubu 1999:33-34) ) were a feature of early northern opposition to colonial rule. The establishment of groups of intellectuals to debate the nature, norms and prospects of society were not an innovation of the colonial era, however. The Islamic reform movement of the early nineteenth century was centred around a veritable intellectual hive of debate and discussion on Islam and society. Notable within that movement were a woman and her sisters, Nana Asma'u, daughter of the Shehu, see (Boyd and Mack 1997; Boyd and Mack 2000) .
Introduction ix indicated some 600-700 titles (Adamu 1998) . Abdalla Uba Adamu, writing earlier this year (Adamu 2000) refers to his own catalogue of 443 books produced up to December 1999. In 1993, Abba Rufai told me he had purchased about 85 titles for the library of the Centre for the Study of Nigerian Languages (CSNL), part of Bayero University, in Kano, but in a more recent conversation in Kano it appears that the CSNL has been so starved of cash over the last years that they have not been able to keep abreast of the rate of publication. Very few of the books have ISBN numbers; there is, as far as I know, no central agency looking to establish a definitive collection, and the books themselves appear in the market and bookshops and then disappear just as quickly. The need for an authoritative and comprehensive listing is acute, as well as an archive of texts. While volumes are apparently in preparation discussing the merits of the arguments on both sides of the 'soyayya debate' (see the interview with Abdalla Uba Adamu, New Nigerian Weekly, 29 April 2000), I am not aware of any published listing of works produced through this period of Hausa prose literature. Since private collections have been for centuries some of the most durable ways of retaining the heritage of Islamic manuscripts, it may be that private collections will be the saviour of this literature too. Nevertheless, any attempt to account for the range of writers and writing in this period would undoubtedly benefit from some published list and some known depository for texts.
Sometimes a book will run to 200 pages, but more usually a book of that length or longer will be split into parts and sold as separate sections, sometimes consecutively divided into chapters and so paginated but also sometimes renumbered in each part. In arriving at a guess at the extent of this literature, there are two aspects we need consider. First, according to Ibrahim Malumfashi, the more recent rise of a video film industry has begun to put paid to the production of such books, essentially not because there is a lack of readers, but because many of the authors have themselves gone into film production (Malumfashi 2000) . This may mean that there has been a tailing off of book production, although this is disputed by others. Second, in regard to the production of books within the clubs, the way in which those clubs established their conventions for what goes into a book may help us to approximate the extent of their lists.
In the next section I set out some information on three writer's clubs, two of which were based in Kano (Raina Kama (RK) 'Deceptive Appearances' and Kukan Kurciya (KK) 'The Cry of the Dove'), and one in Kaduna (Dan Hakin Da Ka Raina 'The Splinter You Ignore').
3 The first Raina Kama and Kukan Kurciya books date from the late 1980s. Malumfashi (personal communication) suggests that Rabin Raina by Talatu Wada Ahmed was about the first. Wa Zai Aurijahila? 'Who would marry an ignorant woman?' by Balaraba Ramat Yakubu of Raina Kama is dated 1990; Soyayya Gamonjini 'Love that joins the blood'(?) by Ibrahim Hamza Abdullahi Bichi of Kukan Kurciya is dated 1987, and while these two contain mention of the group or have the group logo on the cover, a number of earlier books which make no mention of the groups are later incorporated into listings of group publications (e.g. Budurwar Zuciya 'The heart's desire' 1987 for RK by Balaraba Ramat Yakubu). Many of the books are undated. A rough dating can sometimes be obtained from a useful feature of many of the books produced in the early 1990s, namely the fact that lists are sometimes provided at the beginning or end of the book of other titles by members of the group. These lists are usually split into 'already produced' and 'forthcoming'.
The lists, such as in Plate 1, are a useful way of building up a preliminary catalogue of the titles produced by the group, and 'forthcoming' items do sometimes then appear in later 'already produced' listings; however, the lists of 'forthcoming' items have to be treated with caution. The existence of some Raina Kama titles can be further verified by the miniaturised photocopied front covers that appear particularly in early volumes, see Plate 2.
In my own collection of Raina Kama works I have some 52 volumes, not all of which are separate titles, since, as I indicated above, a title is often split into a number of parts. Going on the basis of volumes that are listed in later RK titles, I estimate that I have about half of the known output of the group. A preliminary guess therefore would indicate that the 75 titles from the three clubs discussed here that are in my possession constitute perhaps half of an estimated 150 (roughly) total production. If the same proportions were to apply to my overall collection then the total corpus for the decade of the 1990s would be perhaps around 700. Larkin, however, (1997:418) estimates 200 books at about the middle of the decade, so perhaps 450-500 is a closer estimate for the decade as a whole, much closer to Yakasai and Malumfashi's figure referred to earlier. Malumfashi (personal communication) indicates that a very recent study by one Kiyawa, 'Gudummawar kungiyoyin marubuta wajen habaka adabi: nazari daga birnin Kano' (Contribution of writers' groups to the development of literature: a study from Kano city) lists 71 titles from Raina Kama, 14 from Kukan Kurciya, and 17 from another group, Kungiyar Matasa Marubuta 'Young Writers' Association'.
The identification of a volume as being one produced by the group is most clearly evident in titles produced in the early 1990s, when there was often a logo (see Plate 3) on the front cover, In addition to the listings of the titles on inside pages (see Plate 1) and photocopies of other covers (see Plate 2) 3 a number of early RK titles contained a photograph of the six 'leaders' of the Raina Kama group, the woman writer, Balaraba Ramat Yakubu, and five men, Dan'azumi Baba Chediyar 'Yan Gurasa, Ado Ahmad Gidan Dabino, Aminu Abdu Na'inna, Hamisu Bature, and Aminu Hassan Yakasai (see Plate 4).
Many RK titles also give a list of bookshops where the group's titles can be bought. In their desire to 'strengthen Hausa culture' they also included in some of the early titles an explanation of a new orthography for Hausa which the group wanted to promote, using signs that were unlike both the Arabic script and the Roman script in which Hausa has traditionally been written; not only Introduction xm Plate 4: Photograph of Raina Kama leaders as it appears in numerous RK titles was there an alphabet presented, there were sample pages of text written by hand in this invented script, with an exhortation for people to take up a truly 'Hausa' alternative to Western or Arab influence (see Plate 5).
The most recent title I have that maintains the RK logo is from 1999, but it is interesting that a recent book by Balaraba Ramat Yakubu (Ina Sonsa Haka 'I love him so') bears no indication of Raina Kama membership, and the list of other titles is of her own earlier volumes only. It would seem that in recent years the presence of the Raina Kama writing group has become somewhat attenuated, perhaps linked to the fact that a number of members have gone their own ways in founding their own publishing enterprises and more recently, video film production companies, of which more later.
Kukan Kurciya similarly made use of a logo and group title listings, but not a photograph or other identifying feature. I have some 20 volumes that are marked as Kukan Kurciya that run up to 1999. Perusing the lists of KK titles and authors it is clear that membership of KK has been generally distinct from membership of RK, except that in one instance a volume by Ahmed Mahmood Zahraddeen (Garin Masoyi, 'As lover/ the lover's town'(?) n.d.) lists Balaraba Ramat and her books as being of Kukan Kurciya.
Many of the books have little indication of how or when they were produced. Nevertheless, it is clear that in the absence of formal publishers, the early volumes in particular were produced by an arrangement between the author, and/or his or her agents, and a printer. So RK titles in the early 1990s wereGarba Mohammed Bookshop is prominently displayed on a number of the later titles from the Kukan Kurciya group, while another prime mover in that group, Ahmed Mahmood Zahraddeen, and others are printed by Zahraddeen Publishers (although interestingly his first(?) book, Kogin Soyayya, 'The river of love' is first printed in 1988 by Mai Nasara Printing Press) and it is only later that he is established with, presumably, his own press (going by the name). Clearly it has sometimes been the bookshop which has taken on the entrepreneurial role that would otherwise have been that of the publisher. Malumfashi (n.d.:5) puts it very succinctly, 'Within a span of less than 10 years, a powerful group of book sellers are now in control of this lucrative business. They buy books in bulk and pay the author/publisher in instalments. Right now KUNNBNKA NAWAT Duk wioda ya ke toa ya tan abin da wannan rubutu aa fcasa ya Kuasa, to ya yi fiofiari ya gane wadaanaa haniffa da ke Easa. Bugu da Can kuma, su wadannan aaniffa aa fciitire tu ae don kiabia Hausa, lafcabiasu kuma iaiae> Rubutua Hausawa, da m duk wanda ya so ya koya.
Su wadanaaa kanifia ba aa kowacce ina iabila ba ae a duk fadui duaiya, wannan Euagiya ta Raiaa Kama taboda tsabar SOB buatata hanaea Haasa ta fciHcire tu. Saaaaa sua faro daga dam a ae salaam aa turawa da ya faro daga aagu. Za'a iya gaaia kowaaae harafi a tamaasa aa sa aa boko don a gane tki >oaai.
Haka knaia, ba ski da wani bambanci guria amfani da ski da aa boko, yadda duk akp amfaai da aa boko guria aada kanifia da wasula, shi ma haka me, bambaacia kawai, shi ta dama ya faro, don (aria bayaai, sai a tuatuSi wadaanan shugabaani na tungiyar Raw* Kama. Introduction xv the booksellers have become bookshop owners, publishers, writers and editors all in one. They not only buy published works but also scout for a promising love story and sponsor its publication, they may give a writer a story angle that they are sure will sell, and after the production of the text, they finance the publication and distribution. ' Both the above groups are based in Kano. The third group, Dan Hakin Da Ka Raina, is based in Kaduna and would appear to be a later association, in that the first volume I have that displays its logo dates from 1994.1 have only 6 volumes that display the logo, but a volume from 1997 [Zainabu Abu 'Zainab Abu' by Umaimat Usman Ali) lists 30 other DHKR titles. A recent volume {Ko Ban Ce Ba...l 'Even if I don't say...' by Tanko Baba Kadara Gidan Kaura, 1999) names five elected officers of the group. While RK and KK seem to have less mention of the group in recent publications by erstwhile members, this group would appear to be still growing. An attack upon the leadership of such writers' groups accusing them of high-handedness and a lack of care with the group's resources is made in a recent issue of Garkuwa (Umar 2000) . Perhaps issues of control and status became an issue again, as with the poetry clubs in the 1970s.
In the early 1990s these books were selling at about 15-20 Naira, and as I indicated elsewhere, that compared with the cost, at the time, of a Coke at 5 Naira and a modest meal at 30 Naira (Furniss 1996: 55) . The prices have, I believe, remained similar in relative terms, although a small volume will now cost 80-100 Naira or more. I do not know how writers were able to raise capital for the initial printing of their books, a great deal of work still needs to be done on the commercialisation of the local book trade and the way in which local entrepreneurs saw the potential for investment in a profitable commodity. Clearly, when the move began some four or five years ago into video film production, a number of commercial enterprises were quick to exploit the urban market for both VHS video equipment and for Hausa language video films, which quickly began to squeeze the Indian video film dominance of the market, even though (or perhaps precisely because) much of the cinematography and singing styles directly mimicked Indian film (see Larkin (1997) and for an extensive discussion of the influence of Indian film).
An important element in the early development of Kano market literature was the intervention of university academics, particularly from Bayero University in Kano. Many acknowledgements in these books provide fulsome thanks to academic staff who clearly provided encouragement, proof-reading, and other advice to these budding writers. Notable among these figures were the late Ibrahim Yaro Yahaya, a mainstay of Hausa cultural studies in the University, and Dr Sa'idu Muhammadu Gusau, the bulk of whose own work had been on court praise singers, but who clearly was a key figure in encouraging these writers of fiction and who provided many a preface to their books. It is some of these same academics who have engaged not only in the 'backroom' role, but have led a debate in the newspapers and magazines about whether this literature represents ephemeral, unworthy, frippery that will quickly fade away, or is the beginnings of a serious and important cultural movement. Opinions differ, however the pivot of the argument is the issue of whether this literature is properly promoting Hausa customs in conformity with Islam or is a corrupting influence.
Women have been prominent in the development of this writing, and they have been equally significant as readers. While only 20% of the publications in my Raina Kama collection are by women, recent years have seen a rise in the proportion of books that are written by women, not necessarily within the framework of a writers' club. Ibrahim Malumfashi (personal communication) has documented about 70 women writers of Kano Market Literature and their titles in a paper presented at the 17 th Conference of the Linguistic Association of Nigeria, 1999, held in Zaria. I was told in Kano in April (2000) that the high number of Mills & Boon style romances is a reflection of the demand coming from women readers. Perhaps the most significant public presence of women is as stars within the video film industry and also, as in the case of Balaraba Ramat Yakubu, as writers/directors/producers.
A further comment made to me in April was that the model provided by the rise of video hire shops (membership fee and then rental for individual items) has been directly borrowed and translated into the world of books. Abdalla Uba Adamu, writing in the New Nigerian refers to 'commercial libraries' where a book can be hired for five Naira (Adamu 1999) .
One of the most remarkable transitions in recent years has been the move from books into video film. Many of the stories in the books now known as Kano Market Literature are built around dialogue and action, a characteristic that was also present in earlier prose writing of the 1940s and 1950s. Such a writing style made it relatively easy to work from a story to a TV drama, and a number of the Hausa TV drama series ('Magana Jari Ce', for example) derived their story lines from texts. With the experience of staging comedies and social commentaries that had been accumulating in the TV stations and in the drama department of ABU, for example, it was not difficult conceptually to move into video film. I am not familiar with the story of how Raina Kama writers made the transition into film but it is clear that when Balaraba Ramat Yakubu became Ramat Productions, so also Ado Ahmad became part of Gidan Dabino Video Productions, Dan'azumi Baba became part of RK Studios, and many other film production companies mushroomed in the late 1990s. 'Films of the book' included Wa Zai Auri Jahila 'Who will marry an ignorant woman? ' Malumfashi (n.d.:5) indicates the scale of the enterprise involved, 'the KML group has over 300 video cassettes to their credit, using of course some of their best selling novels as source material'.
The themes of this literature circle around the perennial issues of crime, violence, money, power, status, love and marriage. Running through these themes are debates about modernity and tradition, often graphically represented on the front covers of the books -fighting and criminal activity is at one moment in a world of warriors on horseback brandishing cutlasses, and in another dominated by AK 47s, shotguns and shades, with the occasional admixture of both worlds. Money, power and status are most graphically represented through the activities of rich businessmen, contractors and officials. Here the trappings of satellite television, mobile phones and the ubiquitous Mercedes are the markers of the powerful elites and their ill-gotten gains. It is Introduction xvii on love, marriage and power that the majority of stories are focused. The stories of true love between age-mates thwarted by the intervention of a rich and powerful man are legion, with the conflict between obedience to parents and true love being the hook on which much anguish turns. The explosion into public culture of issues which were hitherto less generally apparent has been accompanied by the establishment of public profiles for many women as writers and latterly as actresses, directors and producers.
While this short essay has focused upon the problems of documenting 'Kano market literature', the issue of the documenting of the mushrooming video film industry is equally as pressing. Hausa language video films have created a new cultural market and have pushed Indian films on video out of their dominant position, and they have reduced the importance of the cinema through the growth of a TV watching culture, not only in private homes (where women particularly can gather) but in bars and other semi-public places. Indian film-makers (as well as video film-makers from southern parts of Nigeria) are apparently looking to bring their expertise and investment into northern Nigeria, and there have been calls to resist, although many Hausa video films both imitate singing styles and romantic interludes directly from Indian films (for further discussion of cinema and video film see, for example, Larkin 1999 and . The rate at which Hausa video films were being produced by March 1999 prompted the Association of Video Retailers in Kano to call on the producers of video films to limit their launching of films onto the market to no more than two per week because the video retailers could not cope with trying to ensure supply {Fim 1, March 1999, p. 14).
The conundrum that faced the early producers of Roman script literature was two-fold: how to create a critical mass of readers to sustain an economically viable literature industry, and how to create a virtuous circle of communication and development such that the readers of literature became discussants of literature and in turn writers of literature.
interplay between generations of university people, journalists and writers, we see perhaps one of the virtuous circles which go to make up an essential component of a sustainable civil society.
Kano has been the city at the centre (but not the only place), of the debate, not because it is the only city with an intellectual elite to take the debate forward, but because the interest among the general population of this largest city in the northern states has meant that there has been a ready market for first the literature, then the video films and now the cultural magazines too. As commodities, books and videos have been profitable and in demand, entrepreneurs have invested, writers, actors, directors, and publishers have gained fame (and notoriety), critics have sustained long running debates about books and films, religious leaders have endorsed and warned, and the habits of reading, and artistic production have become entrenched. Civil society may be under strain from the dire economic conditions of contemporary Nigeria, and the political tensions may be extreme as Nigerians expect reform and renewal from a civilian government, but debate about people's hopes and aspirations, and their view of what is happening to society proceeds undiminished in new forms and with new voices. 
